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CHAPTER I 
NATURE AND SCOPE 0F THE PROBLEM 
Statement of the Problem 
---
The purpose of this study is to determine the needs of 
In-Service training for the Elementary Teachers in the fund-
amentals . of music. 
Source of the Problem 
In many schools most of the music teaching must be 
done by classroom teachers who are anxious to give their 
children inspired and thorough training but who lack security 
in teaching music to fulfill this desire. For many of these 
teachers the only training in music has been the few courses 
studied in teachers college. Since many teachers colleges 
are working toward an improvement of their own music courses, 
11 future teachers from these training schools should be better 
prepared, but our concern in this study is not so much with 
future teachers as with teachers already in-service. 
It is hoped through this study, to determine whether 
there is a definite lack of understanding of the fundamentals . 
of music among elementary teachers. The writer is of the 
belief that this lack of understanding is one of the basic 
reasons why such a large percentage of children finish 
school with little, if no ability, to read and to really 
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enjoy music. 
It is not the writer's desire to lead the reader to 
believe that t h e ability t o read music is the most essential 
part of the music program. It is undoubtedly true, however, 
that the ability to read music can open up a much broader 
horizon for the children in the field of music. The chang-
ing voice makes it necessary for children to engage in part-
singing and, certainly, if this singing must be done entirely 1 
by rote, it soon becomes a tedious task. Music reading 
should be and can be a gradual process throughout the grades 
which may l ead to new and enrich ing experiences in music. 
However, this 8tudy is mainl y concerned with the elementary 
teachers' ability to carry on an interesting and varied 
program of music in the classroom and it is a workable know-
led ge of the fundamentals of music which will be one of the 
greatest a ids in 'f;.his program . 
Justification of the Problem 
That the needs for in-service training exists, is quite 
evident from the fact that so many educators throughout the 
country are discussing the problem in education journals, 
1 ~!usic Educators meetings and various other sources. Many 
educators have set up workshops for teachers to give them an 
opportunity for additional training in the field of music. 
An examination of various articles on experiments with 
workshops in different parts of the country, reveals that 
I 
I I. 
2 
the procedure seemed to be generally the same. II First, notice , 
was given of the forthc oming workshop. Teachers were asked 
to sign up ahead of time and to sta te brle.fly the areas of 
music in which they were interested. As the workshop was 
built around the teachers' interest, it seemed to be very 
successful. The teachers were able to carry back to the 
classroom new materials, methods and ideas to enrich the 
music program of their children. 
The workshOps are a very essential part of the growth 
of a school system. "No school which neglects the growth 
of its corp can successfully cultivate the growth of its 
pupils."l 
an elementary school teacher should possess, they ranked 
some s~ill at the piano keyboard very high. Therefore, a 
1. Barbour, Richmond, "In-Service Growth of School 
Personnel", National Elementary Principal, October, 1942 
3 
one year course in piano class instruction was inaugurated 
free of charge for any elementary teacher who would profit 
from instruction on a beginning level. A res ponse to an 
item on a questionnaire, sent to all participants in the 
first year class, was that the teachers unanimously recom-
mended that all elementary teachers enroll in a piano class. 
One of their major reasons for feeling that the classes 
were a success was that t hey "really understood, for the 
first time, the fundamentals of music which they had been 
r 
_J 
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trying, not always too successfully, to teach in their 
classrooms."1 They had acquired information and skills which ! 
could be applied directly to the problems of the classrooms. 
It was not just that they would be able to teach these fund-
amentals better, but that these ski l ls would become aids 
which should enrich their entire music program. 
Elementary teachers have proven their interest in bring-
ing an enriched program of music to their classrooms. In I 
all the articles read, the workshops were attended by at 
least 40% of the teachers and some went as high as 75%. The II 
workshops and in-service training c ourses have helped the 
teacher discover herself musical ly. 
One of the reasons that the music program in so many 
classrooms deteriorates is the lack of musical security in 
1. Hjelmervick, Kenneth, "Class Piano for Elementary 
Classroom Teachers", Music Educators J ournal, 1 37:44, 
January, 1951 
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the mind of the classroom teacher. Many elementary teachers 
have had only the courses required of them during their 
teacher training, as music background for teaching elementary 
school music. 
In a study of the entering classes at Salem Teachers 
College made by T. F. Clifford,l it was found that about 
one-half of the first year students could sing a rote song 
solo. Only one-fourth of the entire class c ould sight read 
fairly '\'Tell, one-fourth could read somewhat, and one-half 
could not read at a l l. Playing experiences on various in-
struments was reported by less than one-third, most of whom 
had studied piano one or two years and then stopped. In a 
recognition test of twenty familiar tunes, the class averaged 
a knowledge of three songs. During the last four years there 
have been only three solo voices and not yet has there been 
a competent pianist. 
It is extremely difficult for any prospective teacher 
to become competent in the fundamentals of rn~sic with only 
the courses she receives in college as her background. 
Beth Mc:r.1ellan2 in a study made of the problem discovered 
after looking through page after page of employment applica-
tions, that practically no one was prepared to play the piano 
1. Clifford , Timothy F. , "Improving the Music Prepara-
tion of the Classroom Teacher", Modern Practices in Music 
Education, Boston University Workshop in Music Education, 
August, 1'51 
2. McMellan, Beth, "Music Training for Elementary 
Teachers", Music Educators Journal, 35:19, April, 1949 
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lead group singing, or teach music to children on her special 
grade level. 
In most colleges the pattern of required courses in 
music is genera1.ly the same: one course in music theory or 
fundamentals of music and one c ourse in methods of teach ing 
music at certain grade levels. In only a very few is the 
ability to p&ay an instrument or to sing listed as a require-
ment, and then only for kindergarten teachers. The few 
affirmative answers on music questions seem to have occured, 
not from the few c cngested courses given in college, but 
from previous knowledge gained before college. Many teachers 
c orne away from their courses in music completely confused and 
with a feeling that music is not for them but oniy for the 
talented and trained. 
The experiences of this writer, in supervising elementary 
school music, have convinced her that there is a great need 
for helping the elementary teacher overcome her insecurity 
in the teac hing of the classroom music. Whether that in-
security lies in inadequate preparation in the fundamentals 
of music or some area such as inability to freely use her 
singing voice, it is not possible at this time to determine , 
but it is hoped through this study to gain a more concise 
picture of how well the teachers understand the fundamentals 
of music which they are constantly using and teaching in their 
classrooms. 
6 
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Scope of the Problem 
A test of the fundamentals of music was given to 
approximately 150 to 175 elementary teachers. Each teacher 
was also given a questionnaire on her music background as 
any previous training, or lack of training, should have a 
strong bearing on the results of the test. 
The teachers tested were in two groups. One group 
consisted of elementary teachers from Winchester, Shrewsbury, 
Mansfield, and Framingham, Mass., who took the test on their 
own time, being asked only that they not look up any of the 
material contained. in the i terns and that they work carefully. 
The other group was a heterogeneous group of teachers taken 
from classes at the Boston University School of Education 
whose only requirement was that they be regular teachers of 
elementary school. These teachers were given the test under 
a time limitation to see if they could quickly recall the 
items as they would have to do in the actual classroom 
situation. In a later chapter, resul~$ of the two groups 
taking the test and questionnaire will be analyzed. 
Definitions of Terms 
In-Service Trainins: Training given to teachers already 
in the teaching field with an aim to bring to the teacher 
new methods, materials and ideas and to aid her in becoming 
a more proficient teacher in all phases of her teaching. 
7 
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Fundamentals of Music: The fundamentals of music to 
l, !I be incl uded in this study are those elements of musical 
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notation, rhythm and other technical devices necessary for 
accurA-cy in the teaching of elementary classroom music. 
These fundamentals are listed in Chapter III. 
Assumptions Made 
It is assumed by the writer that: 
1. Elementary teachers have been inadequately prepared 
to teach music in the classroom. 
2. There is a lack of knowledge in the fundamentals of 
music. 
3. The group to be tested is a sufficient sampling and 
that all teachers taking the test will follow the tnstruct-
ions on the test and will use only the knowJedge wh ich they 
already possess as a basis for their answers. 
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CHAPTER II 
Why the Fundamentals of Music 
~ ~ Necessity for the 
I 
Classroom Teacher 
"The teacher is the ultimate agent of education. It 
is he who sets the .daily tasks for the pupils or helps them 
to develop a plan of work. If education is ever to have any 
genuine influence in shJtping character, or giving insight 
into life, the teacher will be the agent who will carry 
. 1 
this influence." 
The first statement of the above quotation is of par-
ticular importance to this study. No matter how many super-
visors are available to the teacher and no matter how much 
assistance is given, it is the classroom teacher who will 
exert the greatest influence in the total growth of the child. 
From the superintendent to the teacher, there is a continual 
process of planning. Committees set up courses of study and 
supervisors give out lesson plans, remedial devices, and new 
techniques, but, it is the teache' who must "set up the daily 
tasks for the pupils." It is the classroom teacher who is 
really responsible for the success or failure of the educa-
tional program. 
1. Barr, A. s., William H. Burton, and Leo J. Brueckner, 
Supervision, Appleton-Century-Crofts, Inc., New York, 1947, 
pp. 323 
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How important, then, is the classroom teacher in the 
development of the music program? It can quite truthfully 
be said that the elementary teacher is the most important 
singl~ factor in a successful music program. The music 
supervisor may be a highly .skilled musician and a superior 
teacher, herself, .but she must depend, for the moat part, 
upon the attitudes and abilities of the person who is with 
the children day in and day out, for the success of the music 
program. 
In some school systems, the above is not so, as children 
go daily to the s pecial music teacher for their classes in 
music, but this study is concerned with the situati on where 
all subjects are taught by one teacher. If education is to 
be for the total growth of the child, then this is b y far 
the best method. The . student in this situation has an op-
portunity to integrate his learning. Music is not remote 
and unrelated to other subjects in education. Rather, it is 
closely related to all phases of education and daily life. 
As stated by D. D. Henry:; "Music is a means of general 
education which encompasses education for inspiration, educa-
tion for enjoyment, education for emotional expression and 
education as communication." 
We come back the~ to the elementary teacher who has 
1. Henry, D. D., "Music Education for a Strong America", 
Nations School, 41:45, June, 1948 
~p===l === 
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the responsibility for the musical growth of the child. We 
are faced with the biggest problem in mus .ic education: that of 
the ill-prepared classroom teacher. She has a feeling of 
insecurity which often ma.kes her shy away from the music 
program or else become a perfect imitator of the supervisor. 
It is not a matter of being a poor teacher, but rather, she 
is being asked to present a subject in which musicians spend 
years to become proficient. With onl y a course in elementary 
methods and theory, she is expected to understand it and to 
present it intelligently and inspirationally to her students. 1 
Many times a teacher is unable to present many songs to her 
class because of her own inability to learn them. She must 
always take time to go to someone better prepared than herself 
to learn them and with all she has to dor, the result is usual-
ly that the songs are put aside. If she wishes to present 
the themes of new records, she mu st again turn to others for 
assistance in learning the themes. Some of her cla.ss may 
make up tunes of their own which they wish to write down; 
again the tePcher must call for help. The list of problema 
confronting the elementary teacher who has been inadequately 
prepared in music could go on and on. No matter what the 
I 
I 
11 problem seems to be the lack of knowledge of the fundamentals 
II 
il ,, 
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of music stands in the way. 1 
There are five types of experiences in music which the 
grade teacher has an opportunity to bring to her PUT'ils. 
These five types are through expressive bodily movement and 
11 
II 
dramatization, through listening, through singing, through 
playing instruments of various kinds, and throue;h creative 
activities. ~1ost inadequately prepared grade teachers, when 
confronted with these five possibilities, are immediately on 
the defensive and are inclinecl to say that for them these 
activities would be impossible, but upon second thought they 
may say that tlJey think they could do the rhythmic work and 
the listening. As to the other three the teach~ usually 
asks how she can possibly teach singing if she cannot sing 
herself, how she can teach children to play an instrument 
if she cannot play one herself or even read a note of music, 
and how can she handle creative work when she is unable to 
write down the tunes which the children compose. 
These three questions center upon two areas which seem, 
to this writer, to be the main reasons for the insecurity 
of the classroom teacher in handling the music. The first 
one is insecurity in the singing voice and the second is a 
lack of understanding and usuable knowledge of the fundamen-
tals of music. Both of t h ese points attribute grea tly to 
the many failures in the music program • . The teacher who 
cannot sing, or thinks. she cannot sing, is perhaps at a 
greater disadvantage than the one who only lacks the under-
standing of the fundamentals of music. The teacher who can 
sing may choose scngs at anytime of the day and have music 
with her class. Her only limi tati om·. is to select songs which 
she already knows. The children may not get much in the way 
12 
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of ·understanding note reading or rhythm, but one of the first 
things which we wish to develop in children is a desire and 
love for expressing themselves in song. The teacher who i§ 
unable to sing is at · the greatest disadvantage. Psycholog~ c 
; 
ically, 1 t affects her whole attitude toward the music program! 
and often we find the t 11 ttle attempt is made to do anything 
with music. Some would immediately say that this teacher 
might teach the songs by playing them on the piano or a simple 
melody instrument, but even with the si l"lplest melodic line 
on an instrument, it is necessary to know something of the 
fundamentals of music in order to learn the tunes both melod-
ically and rhythmically. 
This brings us directly to our second point, that of 
understanding the fundamentals of music. How much can 
real ....,_y be done in the classroom music program without an 
understanding and usuable knowledge of the fundamentals of 
music? It is stated by ~!urse111 that: "If you have the right 
point of view, the right approach in bringing music to your 
children, then many seeming impossibilities are at once and 
amazingly transformed · into possibilities''. This is undoubt-
edly true to a certain extent and has been demonstrated many 
times by elementary teachers. Teachers with a love for music, 
despite lack of training, manage to give their children very 
1. Mursell~ James L., Music and the Classroom Teacher, 
Silver Burdett Co., New York, 195r;-p~l 
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fine musical experiences. However, these experiences usually 
follow one channel. The tea.cher may find that she can do a 
great deal with records and has many listening periods with 
her class. The alert supervisor will help this teacher to 
choose records which can serve more than one purpose. Some 
of the records may promote res ponses in the children in ex-
pressing the rhythms of the music through bodily movement. 
Others will be si~ple songs with melodies which the children 
will soon be singing along with the record. Here a gain we 
have the first two of the five musical experiences being 
used and even the third has been able to show itself. The 
children have listened to records, have responded to them 
rhythmically and have experienced spontaneous singing. This, 
for the un-prepared t eacher, is certainly an excellent begin-
! 
ing. But for many teachers, the lack of understanding often 
goes with lack of interest and confidence within themselves. 
The teacher has not had a chance to learn the basic funda-
mentals of music and therefore, not understanding it, turns 
her interests elsewhere. She may listen to the radio some 
and may even have some selections which she says are her 
favorites, having become so because she has heard them ·often 
enough that the mel~dies have become familiar to her and 
appeal to her. Outside of this amount of listening, music 
has played a very small part in her life. It's language has 
not been opened to her and its symbols and signs remain a 
14 
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mystery to her. If this same teacher could be given a 
thorough and working knowledge of the fundamentals of music, 
if she could have experienced this knowledge at a young age 
and used it to further her own musical development, how much . 11 
better equipped she would be to carry on her own music prograa 
Many people have asked why it is necessary to teach ~ I 
Why should young child- j children the fundamentals of music. 
ren be compelled to drill day in and day out on notes and 
rhythm? In looking back on their own experiencea, more 
than one person has stated that they felt that the necessity 
for learning skills with no apparent reason for doing so, 
killed their interest in music and gave them a feeling that 
there was no need for skills in music. As stated in the 
first chapter,- the purpose of this study is to help determine 
the needs for in-service training among elementary teachers 
in the fundamentals of music. However, so many of the 
teachers who participated in this study asked this question, 
that it would seem worth while to discuss it at this point. 
First of all, there is no need for the skills in music 
to become a patterned drill. The skills should be an inte-
grated part of the music program and thought of as a process 
of enrichment in the children's musical experiences. These 
skills and techniques should evolve from creative learning 
and not be set aside as a part of music which must have its 
ten or fifteen minutes each day of special drill. There has 
been altogether too much pigeon-holing of music. With too 
15 
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many teachers breaking their week up into five days of 
different musical experiences. Yet, this very method is still 
being used not only by grade teachers, but by many supervisors 
who outline the program of work for the teachers. One day 
is d evoted to listening each week, another two or three days 
are spent in rote singing and note reading, with definite 
songs which must be learned entirely by rote or entirely by 
note. Another day will be rhythms and no matter what is the 
mood of the class, rhythms it will be. Perhaps t~is ts ex.-
aggerattng the point to some extent, yet, on the whole, it 
is quite a true picture of a situation which prevails in 
many classrooms. When the skills and techniques can become 
a part of the child's creative learning, when they are in-
jected with the thought of enriching the child's musical 
experience and w4.dening his musical horizons, the child will 
become conscious of his own need for further techniques in 
order to be able to explore beyond that horizon. With the 
right attitudes of both teacher and pupil, such things as 
note reading and sight reading become a functional part of 
the child's growth. The child soon accepts these techniques 
as a matter of course and does not think of them as a problem. 
It is up to the teacher to make the learning situation such 
that it will challange the student to go further, rather 
'I 
I than turning him away from music. i· . Secondly, with the broadened scope of the music program 
in today's schools, it has been too easy for many teachers 
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to develop the concept that skills are no longer important. 
It is true, that in the primary grades, it is easy to keep 
children interested and to have a full program of music with-
out the skills. However, as the c hildren reach the sixth, 
seventh and eighth grades, many problems arise, pa.rticularly 
tha t of the changing voice. It becomes necessary to engage 
in part-singing in order to have music in which it will be 
possible for all to participate. If this music has to be 
done entirely by rote, it becomes a long and tedious process 
and usually ends in the music period being generally detested 
by all concerned. Children equipped with a thorough ba.ck-
groundc of the skills in music have an opportUnity to experieno 
a full and varied program of music not only in school, but 
in futu re years. 
The whole focal point is brought back to the classroom 
teacher again. If the tea.cher lacks an understanding of the 
fundamentals of music, she will be the first block to slow 
the process of musical development. It is not only that we 
wish the ch ildren to understand the fundamentals and feel, 
therefore, that the teacher must know t hem in order to teach 
j them to the children, but, with a thorough knowledge of the 
II fundamentals, the tea.che;r stands a much better chance of being 
ll 
;\ able to bring music to her children through all of the five 
li types of experiences previously mentioned. It is to be able 
li 
to bring a greatly enriched program of music to the children, 
!\ 
'I 
that we wish to have the classroom teacher w•~l prepared 
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herself. 
"A lack of skills in the fundamentals of music retards 
the progress of a stimulating music program. 111 
.What should be done, then, to improve the teacher-train-
ing program. The Music Educators National Conference2 has 
suggested several possibilities. First of all, to carry the 
matter into the teacher~training institutions, the prospect-
ive teAchers should not only receive courses in the fundamen-
tals of music, but they should also be given opportunities 
to a pply these courses in practice teaching situations. For 
the teacher, more adequate in-service training is needed. 
There are many teachers in our schools today who have little 
if no background in the fundamentals of music. "It is im-
portant that the classroom teacher be made to feel secure in 
any musical activity." 3 
Among the activities suggested by the Music Educators 
National Conference as important to in-service training 
worksh ops are the following: 
1. Survey of materials 
2. Conducting 
3. Playing chord instruments to familiar songs. 
4. Playing melody instruments 
1. Perham, Beatrice, Music in the New School, Neil A. 
Kjos Music Co., Chicago, 1937, p-.-1gr- ---
2. Morgan, Hazel N., Editor, Music Education Source 
Book, Music . Educators National Conference, Chicago-;-111., 
!951, p. 35 
3 • Ibid • , p. 7 
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5. Proper use of the singing voice and steps in music 
reading at differ ent grade levels. 
The last point mentioned is the one of greatest concern 
in this study, especially that of music reading. The 
necessity of und erstanding the fundamentals of music does 
not only apply to the fifth point, but also to all but the 
first. Conducting, playing chordal instruments and playing 
melody instruments would all involve an understanding of 
musical notation and rhythm. 
For the rural teacher, who often has very little super-
vision and also often lacks equipment, inadequate preparation 
creates an even greater problem. In-service training as 
suggested by the Music Educators National Conference1 includes 
the following: 
1. Ability to sing 
2. A working knowledge of the elementary theory of music. 
3. An ability to read such music as the literature of 
the elementary grades requires. 
4. An appreci~tion of music which includes knowledge 
of such standard compositions of grea t cmmposers as would 
be used in connection with listening activities in the 
elementary school. 
5. A tho:oough understanding of the psychological proce-
1. Morgan, Hazel N., Op. cit., p. 49 
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dures relative to music teaching in the elementary grades. 
6. Familiarity and ability to sing a repertoire of com-
munity songs. 
7. A knowledge of the piano. 
8 • . An ability to teach rhythm games and folk dances. 
This looks like an enormous amount to ask of' any 
elementary teacher, but it would seem that a b~sic knowledge 
of elementary theory, or, as referred to in this study, the 
fundamentals of music, would lay the ground work for such a 
program. 
The most essential job that we as supervisors· can do, 
is to help the elementary teacher break down that feeling 
of inadequacy. In-service training, particularly training 
in the understanding and use of the fundamentals of music, 
should provide this help. 
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CHAPTER III 
PLAN A~ID PROCEEDURE 
~~scription _2f Test and Questionnaire 
In order to determine how extensive the knowledge of 
the fundamentals of music of elementary school level is 
among the elementary teachers, a test of forty items, cover-
ing all technical as pects of the elementary music program, 
was constructed. The test is aimed to cover the fundamentals 
I from kindergarten through the sixth grade, that is, the 
j, fundamentals the teacher must know in order to teach, with 
confidence and accuracy, the skills of the music program, 
I 
,, 
II 
as well as the functional use of them in the overall music 
program. 
The c ontents of the test is based upon the following: 
1. A study of the material included in the Percy 
Graham Outline of Leason Plana for the first through the 
sixth grades • 
2. A study of all the problems involved in the reading 
songs of four school music song series. 
3. An outline of theory for the elementary teacher, as 
given in Ke.IE!. to Teachins Elementary School Music, by Carl o. 
Thompson and Harriet Nordholm. 1 
1. Thompson, Carl 0. and Harriet Nord.holm, Keys to 
Teaching Elementary School Music, M1nnieapol1s, Minn, Paul 
A Schmitt M~si~Co~ ~9~2 _ 
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4. An outline of a Program for Music Education, prepared 
by the Music Education Research Council and adopted by the 
Music Educators National Conference of 1951.1 
5. Recomendati cns from the Music Educators Source 
2 Book, edition of 1947. 
The test is divided into the following areas: 
1. Notation 
a. Letters 
b. Treble Clef 
c. Bar J_, ine 
d. Leger Lines 
e. Measure 
f. Notes 
g. Rests 
h. Syllables 
2. Rhythm 
a. Simple time 
b. Compound time 
c. Time Signature 
3. Chromatics 
~. Find 1ng "do" w1 th sharps and flats 
5. Scales 
6. Key Signatures 
. 1. Music in the Elementary School, Music Educations 
National Conference, Chicago III., 1951 
2. Morgan, Hazel N., Music Education Source Book, Music 
Educators National Conference, Chicago, Ill., 1947 
------= =---=--=----
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7. Intervals 
a. Octave 
b. Major triad 
8. Chord 
One or two items were constructed in most of the above 
areas and in some cases, where the writer felt an area was 
particularly important, more than two items were c onstructed. 
As much as possible, the items were so written that if the 
testee was not immediately able to recall the correct answer, 
she .should be able to make use of the same logical thought 
processes which she in turn is using in teaching or using 
these fundamentals. 
Preceding the test is a one page questionnaire to 
gather information pertinent to the teacher and her test 
results. It is felt, for instance, that a teacher with 
several years of instrumental study should have a decided 
advantage over the teacher with little or no formal music 
training. Also, the teacher who has been teaching on the 
lower grade levels and has no formal music training would 
not fair so well on the items pertaining to the upper grade 
level. In order to gather data about the teacher's musical 
packground, the questionnaire gives opportunity to list any 
possible musical experiences the teacher may have had which 
might influence her results on the test. A copy of the test 
and questionnaire will be found in the appendix. 
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Administering Test and Questionnaire 
Upon completion of the test, it was administered to a 
group of forty-three teachers picked at random from classes 
at Boston University School of Education for an item analysis 
These were all elementary teachers in-service at the time 
with one or more years of teaching experience. Each of these 
teachers was also asked to fill out the questionnaires. The 
tests, with their corresponding questionnaires, were then 
divided into two groups; those who had an obviously strong 
music background which included at least three or more years 
of formal music training and several courses in music and 
those with little or no background in music. A careful check 
was made of each item and as a result, one item was changed. 
This particular item was missed by a larger percentage of 
the group with noticable formal music background than by the 
group with little background. 
The final test was administered to 181 elementary 
teachers. 137 of these teachers were from Winchester, 
Shrewsbury, Mansfield and Framingham, Mass. The tests were 
taken to these communities and teachers meetings were held 
at which time the test and its purpose was explained to the 
teachers. The teachers were informed that no names were 
needed on the test and that the tests would not be used in 
any way that would affect their professional standing. The 
importance of :following the directions on the test and not 
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using any assistance was also explained and the teachers 
were allowed to take the tests horne with the understanding 
that they should be returned to their school offices within 
a week. In some schools it was irnvossible to call the 
teachers together for a special meeting and in these schools, 
the writer saw each teacher individually and explained the 
test. Willingness to assist in the study and to take the 
test was found to be very high. Mos t teachers showed a 
genuine concern that music educators are interested in help-
ing them to better their musical standing in the elementary 
schools and to assist them to grow musically. 
Within a weeks time the writer returned to the schools 
and collected the tests and was able, in this manner, to 
obtain a 94% return. 
In checking the results of this group, it was found 
that a rather unusually high percentage of the teachers had 
more than three years formal training on an instrument. Of 
the 137 teachers in this group, 65 had had more than three 
ye·ars formal music training and it was also noted that there 
was a tendency toward a variety of music courses and other 
music experiences in this group than there was with the 
group with no formal music background. This led the writer 
to believe that a more heterogeneous group of teachers should 
take the test to see if there would be any marked difference 
in the background of the teachers and also in the results of 
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the test as compared to the groups chosen from the four 
communities. As _a result, another group of teachers was 
chosen at random from classes at Boston University School 
of Education, their only requirement being that t h ey be 
elementary teachers in service and that they be teachers 
who were having to teach their own music program under super-
vision. The test was given to this group under supervision 
and a time limit of one-half hour was set, this being the 
average amount of time spent on the test by the original 
experimental group. For the purposes of this study this 
group shall be referred to as the c ontrolled group and the 
larger groupe: as the uncontrolled group. 
26 
I 
il 
CHAPTER IV 
ANALKSIS OF RESULTS OF TEST AND QUESTIONNAIRE 
As mentioned in the previous chapter, the test for 
teacher accuracy in the fundamentals of music was given to 
two groups of teachers under different circumstances. In 
an analysis of findings, it was found that results yielded_ 
by these two groups were quite different. Throughout this 
chapter, the differences in the two groups will be stated 
and discussed. As the controlled group was somewhat smaller 
than the uncontrolled group, the reader may feel that these 
differences, with the controlled group in particular, are 
not of too much importance, but they do seem extensive 
enough to the writer to be of some significance. 
1. Comparison_ of Overall_ Scores 
Tables I and II on the following page, show the fre-
quency distribution and the arithmetic mean of the two groups.1 
It is significant to note how much higher the mean is with 
the uncontrolled group, being 34.98, as compared to the 
controlled group of 25.56. This may be attributed to the 
following: 
a. In the uncontrolled group, 60 of the 137 teachers had 
had formal music training of three or more years as com-
pared to the controlled group which showed only 15 of 
these 44 teachers with three or more years of formal music. 
~"--'= --- - - -
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TABLE I 
Frequency distribution of uncontrolled group scores 
Integral Frequency Deviation fd 
Limits 
38-40 44 1 44 
35-37 29 0 
32-34 22 -1 -22 
29-31 12 -2 -24 
26-28 10 -3 -30 
23-25 3 -4 -12 
20-22 7 -5 -35 
17-19 5 -6 -30 
14-16 3 -7 -21 
11-13 1 -8 - 8 
8-'-10 1 
-9 - 9 
Total 137 
Arithmetic Mean 34.98 
TABLE II 
Frequency distribution of controlled group scores :1 
I 
Integral Frequency Deviation fd 
Limits 
38-31 4 5 20 
35-37 6 4 24 
32-34 4 3 12 
29-31 4 2 8 
lAs sumed Mean 
26-28 5 1 5 
23-25 3 0 
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20-22 
17-19 
14-16 
11-13 
8-10 
5- 7 
6 
5 
1 
4 
1 
1 
Total 44 
-1 
- 6 
-2 -10 
-3 - 3 
-4 -16 
-5 - 5 
-6 
- 6 
Arithmetic Mean 25.56 
~-
b. In the uncontrolled group, 34 of the 71 teachers with 
jl no formal music training had taken at least two courses in 
Ill music, 32 of whom had had a course in theory or fundamentals 
II 
1
1 of music. Only 8 of the controlled group of 15 without for-
i( mal music training, showed 2 or more courses and only 3 of 
.I these had had courses in theory or fundamentals of music, 
., 
1! the rest being for the most part, courses in appreciation 
I' with only 3 with courses in methods of teaching elementary 
I music. 
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c. As the uncontrolled group was allowed to take the 
test on their own time, it would seem that, being able to 
take their time to figure out the items, they were able to 
rank muc.h higher than the group which was timed. The results 
of the controlled group, in this case, are more important as 
they were having to recall the subject matter under much 
the same circumstances as they would in the classroom. For 
her teaching to be most successful, the teacher needs to have 
her subject matter at her fingertips and not have to grope 
for it in such a way as to impair the progress of the class 
or lose the interest of the group, 
2. Comparison of Formal _Music Training _With _Scores 
It has been asked by numerous teachers if the study of 
, a musical instrument would aid in their general understanding 
and functional use of the fundamentals of music. Table III 
and IV have been prepared, for each group, to show the 
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II average scores of teachers with no formal music background 
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or a varying number of years of formal music training. 
TABLE III 
Formal Music Training As Compared to Scores (Controlled) 
No. Yrs. Formal Music No. of Average 
Teachers Score 
None or 1-2 29 22.17 
3 - 4 9 31.44 
5 - 6 4 31.00 
7 - 8 - -
9 - 10 2 33.33 
TABLE IV 
Formal Music Training As Compared to Scores (Uncontrolled) 
. No. Yrs. Formal Music No. of Average 
Teachers Scores 
None or 1-2 77 31.08 
3 - 4 19 33.26 
5 - 6 21 33.96 
7 - 8 10 35.40 
9 - 10 7 38.14 
11 - more 3 39.67 
With the uncontrolled group scores, there is not a significant 
30 
difference between teachers with no formal background and 
those with three or more years. The trend, with this group, 
generally seems to be an improvement of scores as the number 
• of years of training increases. It is , however, significant 
II 
to note, with the controlled group, that there is a difference 
'i 
of approximately 9 points between the groups with no formal 
training and the group with three to four years. Here, again, 
the fact that this was a timed group, must be taken into con-
I sideration. Although the controlled group totalled only 44 
I 
•I cases, the writer feels that the trends are significant enough 
I 
II 
to weigh them against the uncontrolled group where there was 
considerable opportunity for halo effect. 
~~ The general conclusion, here, would be that, although 
one or two years• training did probably help some, there is 
not a significant difference between those with absolutely 
i . no music training as compared with those with one or two 
years, as there is with those who have had at least three 
years' training. Many teachers indicated on their question-
naires that their one or two years' training was on piano and 
!I that it was in their childhood. The idea seemed to be that 
!I they felt that what little piano they had acquired had been 
I' forgotten and probably would have little effect upon their 
scores. The trend in scores with the cohtrolled group would 
indicate that as much as three or more years of formal 
training had helped the teachers in retaining and under-
standing the fundamentals more thoroughly. 
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I 3. A Comparison _of _ the _Number_ of _ Years_ of _ Teaching__ Experience, 
With _ Those _Teachers_ With No Formal __ Music Training, . With. Their 
Respective Scores. 
In tabulating the results of the tests it was noted that 
:I there were a significant number of teachers, in both groups, 
I with no formal music training and little if no background in 
11 
music courses in college who had received high scores. Tables 
II V and VI show the relation of the scores and number and type 
tj 
of music courses with the number of years of teaching ex-
11 peri enc e • 
II 
II TABLE V 
Relation of Scores with Number of Years of Teaching 
Experience and Courses Taken, where there is no Formal 
Music Background~ (Uncontrolled Group) 
No. Yrs. No. of Teaching Appreci- Theory or Average 
Teaching Teachers Methods at ion Fundamen- Score 
tala 
30 or 
more 7 2 - - 35.14 
20-29 11 8 5 1 34.39 
15-19 14 11 6 2 30.22 
10-14 9 4 4 - 29.67 
5-9 13 9 6 3 31.23 
1-4 20 9 16 9 28 .91 
ll 
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TABLE VI 
Relation of Scores with Number of Years of Teaching 
Experience and Courses Taken, where there is no Formal 
Music Background. (Controlled Group) 
No. Yrs. No. of 'I1eaching Appreci- Theory or Average 
Teaching Teachers Methods at ion Fundamen- Score 
tals 
20-29 2 1 - - 30.00 
10-19 8 5 3 - 22.50 
1-9 20 6 2 - 21.48 
The tables show the three major areas in which courses 
were taken, those being Teaching Methods, Appreciation and 
Theory or Fundamentals. In both groups the trend seems to be 
generally the same in that the teachers with many years of 
experience have, despite lack of courses, acquired a workable 
knowledge of the fundamentals of music and as the number of 
years of experience decreases, the scores become somewhat 
lower. These trends are more noticeable with the uncontrolled 1 
group where there are a larger number of cases to work with. 
It should be noticed that in table V there is a slightly 
1 higher score in the area of from 5 through 9 years' teaching 
experience and that arter that the score decreases again. It 
would seem that the increase in the amount or courses and 
i the fact that the teacher has had several years to apply them 
might account for this increase, whereas, the teacher with 
less experience, although having as many 1r not more courses, 
----==-- - --- =--
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has not as yet had enough practical application of the 
material. 
4. Areas_ of. Weaknesses in the Fundamentals. of Music 
A study of tables VII and VIII will give the reader an 
II idea of the areas in the fundamentals of music which seem to 
II be weakest among the teachers tested, The tables are ar-
I 
ranged in the same order as the outline of the areas of the 
test as given in Chapter III. In Table VII, the most signi-
ficant area to note is that of intervals, where two of the 
~ items were each missed 67 times. As neither of these items 
II 
are used to any extent in the public school music program and 
ll are more important perhaps to an instrumentalist, this would 
1 not seem too significant. This also appears to be the 
weakest area in the controlled group as ... indicated by Table 
VIII. Outside of this particular area, there is no signi-
ficant difference in the areas to note. The weaknesses in 
the various areas seem to be}.·:pretty well scattered throughout 
11 the test. However, in an examination of individual tests, it 
was found that the teachers were usually consistent in the 
areas which they missed. A typical example of this is the 
relation of items 12 and 14. Teachers who consistently 
'· missed item twelve, which involved the mathematical under-
standing of notes and rests, also missed item fourteen, which 
involved the understanding of rests. This mistake was caused 
· mainly by the confusion of the quarter and eighth rests. 
1 Item twelve, although basically a question on rhythm and 
=-- - -=--- -= --:.=. ---'----=--~· 
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TABLE VII 
Frequency of Error Per Item (Uncontrolled) 
Test Areas Item No. Frequency 
of Error 
1. Notation 
a. Letters 3 18 
b. Letters 35 4 
c. Treble Clef 1 44 
d. Leger Lines 2 33 
e. Bar Line 4 6 
f. Measure 8 11 
g. Notes 6 6 
Notes 11 9 
Notes 17 2 
Notes 20 16 
Notes 24 8 
h. Rests 14 26 
Rests 21 39 
i. Syllables 32 18 
2. Rhythm 7 5 
a. Simple time 12 28 
Simple time 25 13 
Simple time 28 7 
Simple time 31 34 
b. Compound time 22 48 
Compound time 29 35 
Compound time 36 33 
c. Time Signature 39 16 
3. Chromatics 15 37 
Chromatics 18 31 
Chromatics 26 28 
Chromatics 40 11 
4. Locating do with # 's & b 1 s 9 10 
Locating do with # 's & b 1 s 13 9 
Locating do. with # 's & b 1 s 16 21 
5. Scales 5 17 
Scales 10 32 
Scales 38 48 
6. Key Signatures 19 26 
Key Signatures 23 18 
Key Signatures 27 16 
7. Intervals 37 15 
Intervals 30 67 
Intervals 33 67 
8. Chords 34 45 
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2. 
3'. 
4. 
5. 
6. 
7. 
8. 
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TABLE VIII 
Frequency of Error Per Item (Controlled) 
Test Areas Item No. 
Notation 
a. Letters 3 
b. Letters 35 
c. Treble Clef 1 
d. Leger Lines 2 
e. Bar Line 4 
f. Measure 8 
g. Notes 6 
Notes 11 
Notes 17 
Notes 20 
Notes 24 
h. Rests 14 
Rests 21 
i. Syllables 32 
Rhythm 7 
a. Simple time 12 
Simple time 25 
Simple time 28 
Simple time 31 
b. Compound time 22 
Compound time 29 
Compound time 36 
c . Time Signature 39 
Chromatics 15 
Chromatics 18 
Chromatics 26 
Chromatics 40 
Locating do with # 's & b 1 s 9 
Locating do with #'s & b 1 s 13 
Locating do with # 's & b's 16 
Scales 5 
Scales 10 
Scales 38 
Key Signatures 19 
Key Signatures 23 
Key Signatures 27 
Intervals 37 
Intervals 30 
Intervals 33 
Chords 34 
=~----- -------
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of Error 
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I time signatureB, did also depend on knowing the difference 
II 
between a quarter and an eighthrest. Item fourteen was 
1 basically a question on the knowledge of rests. Another area 
in which the:· ,mistakes were consistent was that of compound 
1 time. In the uncontrolled group, item twenty-two was missed 
I 48 times and item thirty-six was missed 33 times. In checking ,, 
these two items it wae discovered that 32 teachers missed 
both items consistently. In the controlled group, item 
twenty-two was missed 19 times and item thirty-six was missed 
20 times. Eighteen teachers missed these two items consis-
tently in this group. One other item to note is item number 
one which was missed 44 times in the uncontrolled group and 
23 times in the controlled group. This item has raised quite 
a few questions in discussions of the test and the writer 
feels that the fact that it had a rather high amount of error 
11 is not too significant as the term, treble .. clef, is not used 
·' 
too much in the elementary school teaching. It is felt that 
limitations should be set on this item as it was a term which 
was not used generally throughout the schools. The writer 
I
'; had been using it in preferencet. to the term "G clef" in her 
II own .teaching situation as there was such a high percentage 
of students studying instruments, especially the piano, that 
it was found better to use the term .. treble clef" and haye 
less confusion with the students'. than to have them trying to . 
meep two different terms straight in their minds. In a 
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check of all the tests from Winchester, where the writer had 
used the term in her teaching, it was :found that those 
II 
teachers had 89.26% accuracy on this item. On the whole, it 
I! 
can be said that the teachers were consistent in either 
II knowing an area quite well or missing it entirely. 
,, 5. Types _ of_ Courses,_ Studied u!2.Y, .. the . Teachers 
In reference again, to table V, it will be noted that 
very :few teachers, until the more recent graduates, received 
any courses in the theory or fundamentals of music. The 
majority of courses studied were in methods of teaching 
elementary music with just a few less in appreciation. It 
might be interesting to note here, that, of the 137 teachers 
in the uncontrolled group, 105 were graduates of teacher's 
colleges and 28 were graduates ofother colleges and univer-
sities. Of those who were graduates of regular colleges and 
· universities, only 5 had a course in methods of teaching 
music, 4 had courses in theory, 15 had courses in appreciation, 
, and 12 had no courses whatever. It would seem that if many 
graduates of regular universities or colleges should go into 
the teaching field that here was a great need :for in-service 
training. Many of these people have had;~',appreciatlon of 
music and would probably do a fair amount of listening in 
' theLr class work, but how much more could be done with a 
basic knowledge of and functional use o:f the fundamentals 
of music. 
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With those teachers who were graduates of teacher's 
colleges, courses in methods of teaching elementary music 
and appreciation predominate with courses in theory having 
been added for more recent graduates. Those teachers who 
had no background, were mainly teachers who had graduated 
more than ten years ago, at a time when fewer courses were 
given and when they were not as often required. 
jJ Aa has been previously noted, the teachers who are more 
recent graduates and have had more courses in their background 
are not necessarily the ones with the highest scores. Perhaps 
the difficulty lies in the fact that there is not enough 
practical application of the material being studied. 
6. Comparison of _Teachers~- _Scores at Different Grade Levels 
TABLE IX 
Teacher's Average Scores at Different 
Grade Levels 
Grade Average 
Level Score 
Kdgtn 25.22 
First 32.88 
Second 34.08 
Third 33.45 
Fourth 33.68 
Fifth 29.66 
Sixth 34.36 
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A study of Table IX shows that, except for the kinder-
garten level, there is no significant difference in the 
it is important to note that there is quite a difference 
between the kindergarten and the other grade levels. This 
seems to be due to the fact that the kindergarten teachers 
do not teach any actual fundamentals of music to their pupils 
and therefore do not use them enough to retain them, and, 
from a survey of the tests, it was noted that the kinder-
garten teacher was the least prepared musically of any other 
grade level, having very few courses in her background. 
Only 2 out of 11 had any instrumental training, one being 
four years of piano and the other six. 
The controlled group was not included in this part of 
the study as there were no kindergarten teachers in this 
group and also as the group was quite unbalanced, there being 
only 2 second grade and 4 third grade teachers as compared 
to 14 sixth and 13 fifth grade teachers. 
7. In a study of the different grade levels it was also 
noted that there was no particular difference as to the types 
of items known on different levels. It had been assumed that 
teachers on the lower grade levels, who had been teaching 
for some time in those grades, might not be as familiar 
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with the material pertaining to the upper grade levels, such 
as compound time and chromatics. However, there was no strong 
1 
evidence that this was so. The distribution of knowledge 
in different areas of the test was fairly equal among the 
, different grade levels. 
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CHAPTER V 
CONCLUSIONS AND SUGGESTIONS FOR FURTHER RESEARCH 
Conclusions 
The results of the experiment indicate quite definitely 
that there is a need for in-service training for elementary 
school teachers in the fundamentals of music. By this, the 
writer does not wish to infer that the majority of teachers 
did poorly on the test. On the contrary, it was found that 
teachers, on the whole, fared better than it was originally 
assumed that they would. However, general indications show 
that, within the limitations of this study, the teachers do 
need some help. The general indication is that the more 
years of experience a teacher has, the better she is able to 
il understand the fundamentals of music. But, what ·is happening 
I 
I 
I 
to the music program while the teacher is gaining her ex-
I perience? The writer feels that the teacher needs in-service 
1, training in the practical application of the theory and 
methods to which she has been exposed in the teacher training 
institutions. It would seem that experience on an instrument 
II would give the teacher that practical application. Even 
I 
work with songflutes, rhythm band instruments and any of the 
other instruments being introduced more and more into the 
classroom would help the teacher tremendously, besides 
giving her methods and techniques to use them in the class-
1 room. 
- -- -~- - -- ~-~=---"---"= 
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There is a definite indication from the results of this 
study, that teachers are receiving more training in music 
J than ever before in our teacher training institutions and 
I that many more are receiving instruction in elementary theory. 
1 Yet, from the results of the study there does not seem to be 
an improvement in their understanding of the fundamentals of 
'I 
II music. Here again, it is felt by the writer, that, training 
ii 
I' 
II 
in the functional use of these fundamentals is lacking. It 
1s up to the supervisor to recognize the weaknesses and to 
aid the teacher in becoming proficient in the use of her newly 
· ~~~ acquired knowledge through workshops, meetings or even through 
individual help. 
II 
Ill. 
It will be remembered that in Chapter I, a discussion 
was made of an experiment in class piano for teachers. The 
results of this one experiment certainly proved, in that 
particular situation, the merits of instrumental study for 
the classroom teacher. This was particularly noticeable, in 
this study, among the teachers with formal music training. 
As the number of years of formal background increased, the 
average score became higher. 
Although this study is more concerned with the teacher 
already in service, it is suggested here that a possible aid 
I 
II 
II 
in the teachers colleges would be to give teachers in training 1 
I 
1 an opportunity for at least one year of instrumental study, I 
I 
preferably at the piano. II 
---- -- -----~==~ ~· 
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As to the limitations of this study, factual knowledge 
of the fundamentals of music is not necessarily an indication 
of performance ability. As this study is only concerned with 
a written test, there is no way of telling how well these 11 
teachers are able to use the knowledge they possess. The 
most that can be said is-;. t.hat the better the fundamentals 
are known the better able the teacher should be to apply 
them. 
It is also felt that if the controlled group could have 
been much larger, that the indications brought out by this 
group would be much more significant. An observation of the 
tables of frequency distribution for the two groups shows a 
much more normal distribution for the controlled group than 
for the uncontrolled and from this it is felt that the 
results of this group, although a much smaller group, are 
as significant if not more so than the uncontrolled group. 
Suggestions for Further Research 
The following are the writer's suggestions for further 
research: 
1. That a larger group of teachers under the controlled 
situation be used and that, if possible, these people be a 
sampling of a larger area as those used in the study were 
nearly all from New England and represented, for the most 
part, New England colleges. 
2. 
44 
teachers would be able to show the limits of their knowledge 
in all areas of music theory and appreciation. Some of the 
standardized tests could be employed for this purpose. 
3. That also, in revising the test, some areas be ex-
cluded which the writer now feels are not essential to the 
elementary music program, this being mainly the items on 
finding do with sharps and flats. The writer has found that 
children develop a sense of key feeling without the time 
spent in drill on locating do. 
4. That a test of teacher performance be given in which 
the teacher is able to show her proficiency 1n application 
of the fundamentals of music. This test should include the 
teacher's ability to handle her voice, tone production, 
sight reading, rhythmic abilities and pitch recognition. 
===-=---- - ---==== ...=:-::... - =- --
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TEST FOR TEAC'-!ER ACCURACY TN THE FUNDA:tv1E:0TTAL5 
CF MUSIC 
Element ary Level 
Music Background of Teachers 
1. GrRdUR.te of or Cert.ific a te from 
No. of yrs. 
2. YeRr of Graduation: 19 __ _ 
3. Number of years of t eRcbing experience: 
-----
4. Present gra de l evel you a re tea ching: 
5. Number of years 2 t present gr a de l evel: 
6. Ki s t music courses stud i ed during or s i nce coll e ge: 
r:, 
7. Member of Music a l Organ i zRtion in College: 
Gl e e Club Chorus OrchestrP.. Ea nd 
---
Church choir Others: 
8. Ar e you now partici pFLting in a music !l. l organization? 
9. Do you p l Ry Rny ins trument(s)? 
Instrum ent Yrs. Studied 
10. Music a l Experiences oths r thR.n those menticned a bove: 
49 
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In order to mRinta in the v a lidit; of the test, we 
request tha t you plea se refra in from using any a ssistance of 
any kind in its completion. 
Directions: Read · the question c arefully and choose the 
correct or the best a nswer a nd place the letter in the brackets 
to the right. 
1. The clef used in vocal music for the elementary school 
level is the: 
a. bass clef 
b. soprano clef 
c. tr eble clef 
d. alto clef ( ) 
2. Notes above and below the s taff are -written on: 
a. leg er lines 
b. measures 
c. staff lines 
d. bar lines ( 
3. The lines and spaces a re named with the first: 
a. 5 letters of the alphabet 
b. 7 letters of the alphabet 
c. 8 letters of the alphabet 
d. 6 letters of the alphabet ( 
4. The sign used to divide mu s ic into measures is 
called a: 
a. double bar 
b. leger line 
c. repe at sign 
d. bar line ( ) 
5. A major S¢ale contains: 
a. 4 whole steps and 3 half steps 
b. 2 whol e steps and 5 h a lf s teps 
0. 5 whole steps and 2 half steps 
d. 6 wh ole st e ps anc;l 1 half s t ep 
6. Which of the following are quarte r notes? 
a. 
-
1 ; J J b. ~ d~ I -
c. ~ d. q rna I i ~ r ( --
1 
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7. The syllable one s tep ahove fa isr 
a. la b. mi c. d 0 d. sol 
B. When one time signature is used throughout a tune, 
each measure has: 
a. an equal amount of notes 
b. notes of equal value 
q. an equal amount of beats 
d. an equal amount of notes and rests 
9. In the example below, the Eyllable do is located: 
l$bb@§ 
a. in the second space 
b. on the fourth line 
c. on the first line 
d. in the fourth space 
10. A whole step is the distance from: 
a. mi to fa 
b. s i to la 
c. do to ti 
d. fa to sol 
11. Which of the following are sixteenth notes? 
12. Which of the following is correct according to the 
time signature'l 
( 
( 
( 
( 
a. ~ gp m J. =l b§t JfffJ J I 
.. o. ' !2 1 f1P ~ ·J d; a 1 ; 1 ( 
13. When there are no sharps and flats, the syllable do 
. is located: 
a. on the third line 
b. in the second space 
c. in the third space 2 d. on the fourth line 
51 
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14. Which of the following is a qw~,rter rest? 
~A. B. c. . D. ~ II j I ~· · :It '+ b ~ ( 
15. 1Nhen there are no sharps or flats in the key sig-
naturet the sign used to represent a chromatic tone 
one-half step below the scale tone is: 
a. b b, ~ ~. ~ d. :tf ( 
n~r~xarople below, the syllable i!E. is located; 
1451= 
16. 
a. in the first added space above the staff 
b. · on the fourth line 
c. in the second space 
d. in the third space 
17. Which of the following are half notes 
~A.d. 6, c. cl. . 
18. The ~orr ect syllable names for the example 
a. do~ ra, do, ra, do, re, m1 
b~ la, te, la, t e , la, ti, do 
cj sol, le, sol, le, sol, la, ti 
d. la, t1, la, ti, la, te, do 
ll 
below 
19. The key repr esented by the key s ignature in the 
example below is: 
J&~aJOr 
b .. F major 
c. B major 
d. G major 
20. Four sixteenth note s have the same time value as : 
a. one hal f note 
b .;. t wo qu ar t fo r not es 
c. two e i ghth notes 
d. one dotted quarter not e 
3 
( 
are: 
( 
.52 
) 
21. Which of tho following is a whol e r est? 
ija._ b . c. d. 
'7 - I X ( 
22. Which of the following is a compound time · signature? 
4 b. 6 3 d. 3 a. 4 8 c. 4 2 
23. 1fuich of the following is the correct key signature 
for G major? 
c. ~ =~~~==== 
2~. In four-four time, the value of the eighth note is: 
a. one beat 
b. one-half beat 
c. three beats 
d. a beat and a half 
25. Which measure below is in three-four time? 
a.~~ ~ ~~ b. ~ ~ ~ I I ~ ~ 
c.ij d. J d. 1$ I I /~ ~ ( 
( 
( 
26. When the key signature has no sharps or ·fl a ts, the 
sign used to r epres ent a chromatic tone one-half step 
above the scale tone is: 
b. ' tt c. ~ d. X ( 
27. represented by tbe key s ignature below is : 
a. D major 
b. A major 
c. E major 
d. Dj:tmajor 
4 
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28, A tune in two-four time has how many beats in a 
measure? 
29, 
30. 
31. 
32. 
33. 
34. 
a. two 
b, f'our 
c, three 
d, six 
T~~~e~t ~~im~;~. §~~tfEn~j~t~u~r~e~f~orJ-I. the example below is: 
2 6 9 6 
a. 4 b. 4 c. 8 d. 8 
The distance from c to § is a: 
a. major third 
b, major second 
E'o minor third 
d, major fourth 
'1 
The time signature )for 
1$ R d, I example below is: the I 
4 
a. 4 6 b. 8 3 c. 4 2 d. 4 
TpE1.tcorrect syllable names for the example below ,_ 
" r J , I -r 
D I T All 
·I"" .I I ....... 
sol, fa, sol, J mi, a, la, sol, do 
b, do, ti, do, re, do, la, fa 
c. mi, re, mi, fa, mi, do, sol 
d. sol, fi, sol, la, sol, mi, do 
The interval in the example below is called 
~ e e 
minor third a. 
b. major second 
c. major third 
d. perfect fourth 
A chord is: 
a, three notes played simaltaneously 
b. two or rnore notes played simaltaneously 
c, two or more notes played separately 
d. four notes played simaltaneously 
5 
a: 
( 
( 
( 
are: 
( 
( 
. 35. On which staff ar e the lines correctly lettered? 
a. 
ffi 
;g 
:c 
;s ~ ,. . 1J! 
F 
D 
c. 
m 
i ~r 
~ 
" 1l y-
\ T"l 
" " 
~ 
I ,..., 4~ 
ll ~ "" . .,.., 
1\ ;,!_, '!:;' .... 
36.Which measure is in nine-eight time? 
37. The name obthe interval in the example below is: 
ijQ 
a. an octave 
b. a ma jor fifth 
c. a major seventh 
d. a minor sixth ( 
38. ,Nhen singing a minor scale with the syllables, the 
key note will be: 
a. do b. mi c. la d • . sol 
( ) 
( 
( 
39. Which of the following is us 8d to indicate the me t er 
of a particular tune? 
a. clef sign c. bA.r line 
b. key signature d. time signature 
40. Which of the following is us ed to r omove the effect 
of a sharp or flat? 
d. "><-.. 
I 
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